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Notes & Translations
Program notes by Kory Reid, William Fred Scott, Jace Wittig, and Gregory Peebles

Jubilate Deo a 6 – Orlando di Lasso (c. 1532 - 1594)
To his contemporaries, he was the “Prince of Music,” the “King of Musicians,” the “Divine Orlando.”  We speak of Orlando di 
Lasso, born in the French-speaking province of Hainault in present-day Belgium in 1532.  Today it is clear that Lasso’s com-
positional voice is recognized as one of the great ones of his time.  It was, however, his singing voice that got him abducted no 
fewer than three times during his childhood.  His teens were spent in southern Italy and Rome, where he became choirmaster 
at the basilica of St. John Lateran in 1551, a position which would be held by Palestrina following his departure in 1554.  By 
1556 he had entered the service of the Bavarian court at Munich, and there he remained until his death in 1594, working not 
only as court composer but also in equal demand as a singer.  It was in Munich that Lasso was visited by Andrea Gabrieli, who 
was impressed enough with the court to remain for at least a year.  Orlando took charge of the ducal chapel in 1563, and, based 
on the number of Magnificat settings, it seems the duke had a preference to celebrate Vespers in a solemn fashion.  

A master of all the major vocal genres of his time -- French chanson, Italian madrigal, German lied, as well as Latin Mass and 
motet -- Lasso became the most published composer of the sixteenth century.  His setting of Jubilate Deo depicts an exalted 
celebration, an appropriate response to the joy of Psalm 100.  (There are, in fact, two settings of this same text from his pen; we 
have selected the more elaborate one, which is scored for six voices.) Thick, chordal textures alternate with fluid, running vo-
cal lines.  The motet is also grounded by a tenor cantus firmus, repeating the text “si Deus nobiscum quis contra nos” (“If God be 
for us, who can be against us?”) This was a popular compositional device during the sixteenth century;  the longer, sustained 
line interweaves itself between changing textual ideas. 

 Jubilate Deo, omnis terra; O be joyful in the Lord, all the world;
 servite Domino in laetitia. serve the Lord with gladness,
 Introite in conspectus ejus in exsultatione. and come before his presence with a song.
 Scitote quoniam Dominus ipse est Deus; Be sure that the Lord he is God;
 ipse fecit nos, et non ipsi nos: it is he that has made us, and not we ourselves.

 Populus ejus, et oves pascuae ejus. We are his people, and the sheep of his pasture.
 Introite portas ejus in confessione; Enter your way into his gates with thanksgiving,
 atria ejus in hymnis: and into his courts with praise;
 confitemini illi. be thankful unto him.
 Laudate nomen ejus Praise his name
 quoniam suavis est Dominus: for the Lord is gracious,
 in aeternum misericordia ejus, his mercy is everlasting,
 et usque in generationem and from generation
 et generationem veritas ejus. to generation, his truth endures forever.



Sanctus (Missa Alleluya) - Jean Mouton (1459 - 1522)
Jean Mouton was born near Samer in northern France.  After holding various positions at churches in Nesle, Amiens, and 
Grenoble, he joined the chapel of the French court, serving Queen Anne of Brittany, wife of Louis XII.  In 1509, the queen 
helped him to obtain a position as canon at St. André in Grenoble, a post he held in absentia while collecting the income from a 
benefice conferred to him in 1510.  Mouton remained in the service of the French court for the rest of his life.  A contemporary 
of the better-known Josquin Desprez, he is considered one of the most influential composers of motets of the early sixteenth 
century.  Mouton’s surviving works include more than one hundred motets, nine Magnificats, twenty-five chansons, and fifteen 
Mass settings, most of which were composed based on preexisting material.  

The Missa Alleluya probably dates from the period 1505-1515.  The Sanctus is based on frequent uses of the device of imita-
tion.  In this instance, one voice begins the principal melodic line and is echoed a few bars later by a second voice, generally 
starting on the note a fourth below or an octave above.  The counterpoint is relentless, difficult and demanding, with the full 
choral sonorities reserved for the climactic text Hosanna in excelsis. Melodic runs are often composed in thirds or sixths, which 
keep the piece moving forward while an array of harmonies are explored. 

 Sanctus, Sanctus, Sanctus, Holy, holy, holy,
 Dominus Deus Sabaoth. Lord God of Hosts.
 Pleni sunt coeli et terra gloria tua. Heaven and Earth and full of Thy glory.
 Hosanna in excelsis. Hosanna in the highest.

 Benedictus qui venit Blessed is he who comes
 In nomine Domini. In the name of the Lord.
 Hosanna in excelsis. Hosanna in the highest.

Tu es Petrus – Tomás Luis de Victoria (c. 1548 - 1611)
Unquestionably the most famous composer of the Spanish Renaissance, Tomás Luís de Victoria was born into a family whose 
history can be traced back several generations.  Records show that he began his musical studies early as a choirboy at the Ávila 
Cathedral, and it seems likely he studied the organ from an early age, as well—his skills at the keyboard were well known.  
Like many of his contemporaries, Victoria traveled to Rome to study his craft.  He was given a grant in 1565 by King Philip II 
to fund his studies and travel, and he remained in Rome under various appointments until the King granted Victoria’s request 
to return home to Spain in 1587. It seems quite possible that Victoria studied with Palestrina during his twenty-two years in 
Italy; he was certainly one of the few composers to master Palestrina’s subtle style.  Victoria’s many compositions, comprised 
exclusively of sacred works, brought him a great deal of fame during his lifetime—due in no small part to his ability to publish 
lavish volumes of his music in Venice.  There’s no doubt that Tu es Petrus possesses the iconic sound of Victoria; stepwise pas-
sages transfer in and out of vocal lines, lush suspensions accentuate the text or prepare cadential points, and an alternation of 
upper and lower voice groupings never allow the piece to sound monotonous. 

 Tu es Petrus You are Peter,
 et super hanc petram aedificabo ecclesiam meam and upon this Rock I will build My Church
 et portae inferi non praevalebunt adversus eam. and the gates of hell shall not overcome it.
 Et tibi dabo claves regni caelorum. And I will give you the keys to the kingdom of heaven.

 Quodcumque ligaveris super terram, Whatever you bind upon earth
 erit ligatum et in caelis, shall be bound in heaven,
 et quodcumque solveris super terram, and whatever you release upon earth
 erit solutum et in caelis. shall be released in heaven.
 Et tibi dabo claves regni caelorum. And I will give you the keys to the kingdom of heaven.



How lovely are thy dwellings – Percy Carter Buck (1871 - 1947)
The perhaps far-fetched notion that heightened speech might somehow reach Divine ears more pleasingly and easily, is actu-
ally scriptural.  “Let my cry come unto you as incense,” writes the psalmist.  In Gregorian chant there is certainly a feeling of 
unity, reverence, even holiness as the single-toned, and singular, melodies of the psalms and prayers rise up to the skies, like 
incense wafting to the heights of a great, Gothic church.

Gregorian chant is monophonic: one line, no harmonies, no accompaniment.  Greek and Russian Orthodox chants are fre-
quently harmonic (two-or three-part, generally) and can be sung antiphonally, but still without keyboard accompaniment. 
Anglican chant, as it is called, is no less reverent, in spite of its clear ties to Protestant hymnody and chordal progression.  The 
chants call for harmony; an organ accompaniment is welcome, but never is it prescribed.  The regular chanting of the psalms 
in the Anglican service of Evensong, for instance, combines power with serenity, introspection with exuberance.
 
This setting of Psalm 84, How lovely are thy dwellings is by English organist and composer Percy Carter Buck.  Buck was 
the long-time music director at the famed British boys’ school Harrow, organist (variously) at Worcester College, Wells and 
Bristol Cathedrals and a distinguished educator.  A frequent contributor to The Oxford History of Music and editor of The 
Oxford Nursery Song Book, at his retirement Buck was Professor of Music at The University of London.  In the same year as 
his retirement, 1937, he was knighted by King George VI.

How lovely are your dwellings, O Lord of hosts!
My soul has a desire and longing for the courts of the Lord;

my heart and my flesh rejoice in the living God. 
The sparrow has found her a house and the swallow a nest where she may lay her young;

by the side of your altars, O Lord of hosts, my King and my God.
Happy are they who dwell in your house!

They will always be praising you. 
Happy are the people whose strength is in you!

Whose hearts are set on the pilgrims’ way.
Those who go through the desolate valley will find it a place of springs,

for the early rains have covered it with pools of water.
They will climb from height to height,

and the God of gods will reveal himself in Zion.
Lord God of hosts, hear my prayer; hearken, O God of Jacob.

Behold our defender, O God; and look upon the face of your Anointed. 
For one day in your courts is better than a thousand in my own room,

and to stand at the threshold of the house of my God
than to dwell in the tents of the wicked.

For the Lord God is both sun and shield; he will give grace and glory;
No good thing will the Lord withhold from those who walk with integrity.

O Lord of hosts, happy are they who put their trust in you!



Vidi aquam – Cristóbal de Morales (c. 1500 – 1553)
Of the famous trio of composers who typified sixteenth-century Spanish church polyphony, Cristóbal de Morales was the 
oldest.  Born in Seville, he probably received his music education at the cathedral there.  Morales became maestro de capilla 
at Ávila (1526-1528) and Plasencia (1521-1531) before moving to Italy to broaden his musical horizons—a common prac-
tice for Spanish composers and singers at the time.  In 1535, he was appointed to the Sistine Chapel choir in Rome as one of 
several Spanish singers, most likely as a baritone.   Morales resigned from the choir in 1545 and returned to Spain, where he 
was first maestro at Toledo, then in Andalucía, where he directed music for the Duke of Arcos at Marchena until 1551.  His 
final position was as maestro at Málaga Cathedral. Juan Bermudo, who knew Morales personally, perhaps gave the best short 
description of Morales’ music in the Declaración de instrumentos in 1555: “…his music possesses the charm and pleasing sound 
of Spanish music, yet at the same time it does not lack the profundity, the technical skill and the artifice of foreign music.” 
Morales was a prolific composer; he produced well over one hundred motets for use throughout the liturgical year.  

Vidi aquam is often sung during Eastertide, before the sprinkling of water which precedes the Mass on Sunday. The motet 
is in an alternatim chant style that showcases two different vocal textures: a single chant line followed by florid polyphonic 
lines.  This contrast was a popular compositional flavor of the time, which allowed the composer to choose which texts receive 
simplicity and unity, and which texts need more involved harmonic motion.  The ebb and flow of vocal espressivo adds to the 
underlying emotionality which Morales clearly found in the text. 

 Vidi aquam egredientem de templo, I saw water flowing from the temple, 
 a latere dextro, alleluja: on the right side, alleluia:
 Et omnes, ad quos pervenit aqua ista, And all to whom that water came
 salvi facti sunt et dicent, alleluja. have been saved, and they will say, alleluia.

 Confitemini Domino, quoniam bonus: Worship the Lord, for he is good:
 quoniam in saeculum misericordia ejus. for his mercy is forever.

 Gloria Patri, et Filio, et Spiritui Sancto. Glory to the Father, the Son, and the Holy Spirit.
 Sicut erat in principio, et nunc, et semper, As it was in the beginning, is now, and ever shall be,
 et in saecula saeculorum. Amen. world without end. Amen.



When David Heard – Thomas Weelkes (1576 - 1623)
The three most influential composers of the English madrigal during the Renaissance (and the composers whose works sur-
vived with the most longevity) were Thomas Weelkes, John Wilbye, and Thomas Morley.  Not much is known about Thomas 
Weelkes’ upbringing; scholars guess he was born somewhere in southern England, perhaps West Sussex, where his father – a 
rector at the church of St. Paul –  had first exposed him to choral music.  We do know he was hired as an organist and singer 
at Chichester Cathedral around 1601, but several years later, his post was in jeopardy due his indignant drunkenness and 
frequent use of bad language. Nonetheless, he was a consummate musician and had moderate fame in England even though a 
majority of his music was never published.  Weelkes wrote ten Anglican Services, close to fifty anthems, over a hundred mad-
rigals, ballets, and canzonets.  The earliest English madrigals were often “borrowed” Italian madrigals, but the genre quickly 
found new life and a style of its own through composers like Thomas Weelkes, who developed a descriptive and often playful 
style for these short, entertaining pieces.  

Weelkes composed two “spiritual” madrigals that were not found in any one of his four published collections. Of those two, 
When David Heard, is considered to be one of his finest compositions; indeed, scholars, singers and conductors agree that it 
is one of the landmarks of Tudor church music.  This haunting work uses cross-relations (put simply, major and minor chords 
clashing with each other) and text painting to portray David’s intense mourning over the loss of his son.  Agony is felt not only 
in the harmonic progressions but in the intentional silences which punctuate each of the six vocal lines. Points of imitation 
that underscore the words, “would God I had died for thee”, the most polyphonic section of the piece, create a hysterically 
driven outburst of emotions as David tries to console himself. 

When David heard that Absalom was slain 
He went up into his chamber, over the gate, and wept, and thus he said:  

“My son, my son, O Absalom my son, 
Would God I had died for thee!”

Laboravi in gemitu meo – Thomas Morley (1557 - 1602)
Thomas Morley had the rare privilege of seeing most of his works published while he lived.  Why? In the England of Elizabeth 
I, the license to print and publish works was granted to few.  One of the holders of that license was William Byrd. When Byrd’s 
monopoly on publishing expired in 1596, his industrious and clever pupil Morley applied for the license.  And two years 
later, got it! While Byrd predominately published sacred works, Morley focused his efforts in a surge of secular music.  His 
madrigals could be sung in a casual setting as easily as they could be in a more formal one.  Laboravi in gemitu meo is a sacred 
motet, a genre for which Morley was not particularly known. Over the past thirty years, there has been speculation about the 
authenticity and authorship of Laboravi in gemitu meo because of its presence in multiple early sixteenth century manu-
scripts under different composers’ names.  No matter the origin, Laboravi is a work of great passion.  The composer resorts to 
long melismas to create a musical impression of the “rivers of tears” that are described the psalmist.  Heavy syncopations and 
long notes suggest a weariness which is totally appropriate to this short verse of scripture.  In the typical Tudor English style, 
soprano 1 and soprano 2 parts are often treated as equal voices, which share the same melodic lines, range and vocal weight.

 Laboravi in gemitu meo; I am weary of my groaning; 
 lavabo per singulas noctes lectum meum: every night I drench my bed
 lacrimis meis stratum meum rigabo. and water my couch with my tears.



Sicut cervus – Giovanni Pierluigi da Palestrina (c. 1525 - 1594)
Giovanni Pierluigi da Palestrina was born in the town from which he took his name.  He was Maestro di Cappella at St. Peter’s in 
Rome from 1551-1554 and again from 1571 until his death in 1594.  At a moment in musical history in which the church fathers 
were beginning to decry too much description (ornamentation) and flair (harmonic invention), Palestrina stuck to a musical style 
which was based on seriousness and sobriety.  His “strict” style of Renaissance counterpoint has been held up as a pedagogical 
model by students of nearly every succeeding generation.  Palestrina achieved a mastery of contrapuntal techniques, meticulous 
voice leading, and refined treatment of dissonance now universally idealized as the “Palestrina style.”  This is not to say that Palestri-
na’s music is inexpressive or occasionally daring. In fact, there is a personal and deeply emotional core to all of his sacred works. He 
wrote in the prima prattica style, codified by the treatises of Zarlino, which prioritized the polyphonic form and structure over text.

The motet, Sicut cervus, is probably one of the most well known motets in the world of standard choral repertoire.  Palestrina 
achieves balance and elegance by rarely composing leaps larger than a fifth unless immediately followed by stepwise descending 
motion. The phrases are simple and clear and create ebb and flow with the use of syllabic stress while other vocal lines taper in 
volume. 

 Sicut cervus desiderat ad fontes aquarum, As the deer longs for the flowing streams,
 ita desiderat anima mea ad te, Deus. so longs my soul for thee, O God.

My Shepherd Will Supply My Need – Trad. American Folk Hymn, arr. Virgil Thomson
At the age of twenty-three, Virgil Thomson was a student at Harvard University who had developed an appetite for the piano works 
of Erik Satie.  The French composer’s eccentric style, based on a plainness and (almost too smug) lack of sophistication was to influ-
ence Thomson’s own writing for the rest of his life.  Thomson was also the Assistant Conductor and Accompanist for the Harvard 
Glee Club, which post prepared him for his more professional “gig” as Organist and Choirmaster of the prestigious King’s Chapel in 
Boston.  After he was graduated from Harvard, Thomson traveled to Paris, where he was one of the first of many Americans to study 
harmony, analysis and composition with Nadia Boulanger at the École Normale de Musique.  He devoted himself to unraveling the 
works of composers as dissimilar as Satie and Stravinsky, cultivated a passion for opera, became a great friend of Gertrude Stein 
and, with her, started to examine how text might be presented in music. His love for words and commentary were not only apparent 
in his operas (all but one of which had texts by Stein) but in his writing as chief music critic for The New York Herald Tribune from 
1940 to 1954.  Thomson became known for his “classy, but sassy” prose.  He also became the first composer to win a Pulitzer Prize 
for Music, for his film score Louisiana Story.  

Although born and raised in Kansas City, Missouri, Thomson knew that the roots of American language and Southern music could 
be traced back to Elizabethan England.  His love of Southern harmony and hymnody influenced his style as much as the simple 
cadences of Satie had intrigued him earlier.  The elegant cadences of the Twenty-third Psalm appealed to his own simple feelings 
of faith. My Shepherd Will Supply My Need is a strophic hymn that is loved for its lack of pretension, its sincerity and the feeling of 
nostalgia it creates. Written in 1937, it is regarded as Thomson’s most popular choral work. 

My Shepherd will supply my need,  
Jehovah is His Name.  

In pastures fresh he makes me feed,  
beside the living stream.  

He brings my wand’ring spirit back  
when I forsake his ways.  

He leads me, for his mercy’s sake,  
in paths of truth and grace.

When I walk through the shades of death  
thy presence is my stay.  

One word of thy supporting breath 
drives all my fears away. 

Thy hand, in sight of all my foes,  

doth still my table spread.  
My cup with blessings overflows,  

thine oil anoints my head.

The sure provisions of my God  
attend me all my days,  

O may thy house be my abode,  
and all my work be praise.  

There would I find a settled rest,  
while others go and come, 

no more a stranger or a guest,  
but like a child at home.



Psalm 116 – John Harbison (b. 1938)
Like Virgil Thomson, John Harbison is a “Harvard man.”  He is also a passionate admirer of the music of Stravinsky. As a mat-
ter of fact, in Harbison’s published biography he cites his most important influences as “the Bach Cantatas, Stravinsky (whom 
he met in Santa Fe in 1963) and jazz.”  As Harbison approaches his eightieth birthday, Chanticleer approaches its fortieth.  We 
are honored to present our first work from this inventive and expressive American composer.

Harbison’s catalogue is noted for its variety and depth.  He has written six symphonies, twelve concerti, a ballet, five string 
quartets, three operas and numerous song cycles and chamber works.  (At about the same time that Chanticleer was giving 
its very first concert, the San Francisco Opera Center was mounting a production of Harbison’s first opera, The Winter’s Tale.)  
Four large church cantatas and ten a cappella motets are part of his ongoing involvement with sacred music, along with the 
large-scale works Four Psalms, written for the 50th anniversary of Israel’s statehood, and his Requiem, commissioned by the 
Boston Symphony.

Psalm 116 is of considerable size although it is by no means the longest of the 150 psalms.  In the King James Version (which 
is sung here) the “poem” is divided into nineteen stanzas. Harbison’s setting divides itself into two large sections, each ap-
proximately 250 measures in length.  The psalm begins with a cry of gratitude from a soul who has been acquainted with “the 
sorrows of death” and the “pains of Hell.”  The music begins with its own fifty-bar statement of gratitude, starting with forte 
chords, “I love the Lord” but finishing with a quiet octave leap as the sentence concludes, “because He hath heard my voice 
and my supplication.”  From this point the psalm text revolves around contrasts of tranquility versus agitation, tension and 
relief, private meditation as opposed to public declaration.

Harbison’s music also revolves around compositional tensions and contrasts.  Homophonic, choral (for lack of a better word) 
utterances give way to imitative, canonic counterpoint.  Individual solos begin to leap out from the texture (“Gracious is the 
Lord”) as ostinato passages of three and four-voice chords serve as anchor. Passages of intense syncopation and verve give way 
to contemplative sighing.  The sentence, “All men are liars!” is delivered in an intense, agitated stage whisper while “I will take 
the cup of salvation and call upon the name of the Lord” is a slow-moving, darkly sweet chorale.  There is even a short “mad 
scene” for solo soprano, in which Harbison has amplified the text to read, “O Lord, truly I am thy servant and the son of thy 
handmaid.  Thou hast loosed, loosed, loosed, loosed, loosed my bonds!” Public?  Private?  Anguish?  Charismatic, repetitive, 
perhaps demonic joy? The composer, as he has done throughout this work, calls upon all the compositional tricks of trade and 
makes all combinations possible. The “poem” ends with the exhortation, “Praise ye the Lord.  The music ends more insistently, 
with a single word.  “Praise!”

I love the Lord, because he hath heard my voice and my supplications.
Because he hath inclined his ear unto me, therefore will I call upon him as long as I live.

The sorrows of death compassed me, and the pains of Hell gat hold upon me: I found trouble and sorrow.
Then called I upon the name of the Lord; O Lord, I beseech thee, deliver my soul.

Gracious is the Lord, and righteous; yea, our God is merciful.
The Lord preserveth the simple: I was brought low, and he helped me.

Return unto thy rest, O my soul; for the Lord hath dealt bountifully with thee.
For thou hast delivered my soul from death, mine eyes from tears, and my feet from falling.

I will walk before the Lord in the land of the living.
I believed, therefore have I spoken: I was greatly afflicted:

I said in my haste, All men are liars.
What shall I render unto the Lord for all his benefits toward me?

I will take the cup of salvation, and call upon the name of the Lord.
I will pay my vows unto the Lord now in the presence of all his people.

Precious in the sight of the Lord is the death of his saints.
O Lord, truly I am thy servant; I am thy servant, and the son of thine handmaid: thou hast loosed my bonds.

I will offer to thee the sacrifice of thanksgiving, and will call upon the name of the Lord.
I will pay my vows unto the Lord now in the presence of all his people.

In the courts of the Lord’s house, in the midst of thee, O Jerusalem.
Praise ye the Lord.



Quatre Petites Prières de St. Francis of Assisi – Francis Poulenc (1899 - 1963)
French composer and pianist Francis Poulenc was a member of Les Six, a group of composers working in Paris in the first 
part of the twentieth century.  Poulenc eschewed the daring harmonic language of many of his contemporaries (he once 
wrote, “I think there is room for new music which doesn’t mind using other people’s chords”).  He found, instead, a musical 
language that is easily recognizable in his numerous compositions, most notably his songs and choral music.  The desire to 
compose for a cappella chorus came to Poulenc after hearing a performance of Monteverdi madrigals presented by Nadia 
Boulanger.  His a cappella output runs the gamut from light “entertainment” music to religiously fervent motets, reflecting 
the dichotomy of Poulenc’s own spirituality and modern Parisian proclivities. Poulenc left home for military service in 1918 
and then spent a great deal of time in Paris; during these years he had little to no interest in religion or sustaining his indi-
vidual faith.  His return to sacred music composition came after his friend and colleague, Pierre-Octave Ferroud, was killed 
in a car accident at the age of 36.  Ferroud’s death made Poulenc reevaluate the precarious nature of life and how fragile the 
human body is; he spent the rest of his life reconnecting to his faith and composing sacred texts to his harmonic vocabulary.  

His Quatre petites prières de St. François d’Assise (Four short prayers of Saint Francis of Assisi) was composed for and 
dedicated to the Franciscan monastery choir at Champfleury in 1948, a composition in which he honors the intimate and 
delicate devotional language of Saint Francis of Assisi.  Poulenc also tips his hat to the medieval “Notre Dame school” of 
composition by his occasional introduction of drones in the bass lines as a contemplative tool.  Of course, his own colorful 
and personal musical language is immediately recognizable – pervasive as well as persuasive.

I.
 Salut, Dame Sainte, Hail, Holy Lady,
 reine très sainte, Mère de Dieu, most holy queen, Mother of God,
 O Marie qui êtes vierge perpétuellement, O Mary, who is virgin perpetually,
 élue par le très saint Père du Ciel, chosen by the most holy Lord of Heaven,
 consacrée par Lui avec son très saint consecrated by him with his most holy
 Fils bien aimé et l’Espirit Paraclet, well-beloved Son and Holy Ghost, the Paraclete:
 vous en qui fut et demeure toute you who was and remains all
 plénitude de grâce et tout bien! fullness of grace and all goodness!
 Salut, palais; salut, tabernacle; Hail, palace; hail, shrine; 
 salut, maison; salut, vêtement; hail, house; hail, clothing;
 salut, servante; salut, mère de Dieu! hail, serving woman; hail Mother of God!
 Et salut à vous toutes, saintes vertus, And hail to all of you, holy virtues,
 qui par la grâce et l’illumination du which by the grace and illumination of the
 Saint Esprit, êtes versées dans les cœurs Holy Ghost are poured into the hearts
 des fidèles et, d’infidèles que nous sommes, of the faithful and, from being unfaithful as we are,
 nous rendez fidèles à Dieu. render us faithful to God.

II.
 Tout puissant, très saint, Almighty, most holy,
 très haut et souverain Dieu; most high and sovereign God,
 souverain bien, bien universel, bien total; sovereign, universal, and total good;
 toi qui seul est bon; You alone are good,
 puissions nous te render toute louange, may we offer you all praise,
 toute gloire, toute reconnaissance, all glory, all gratitude,
 tout honneur, toute bénédiction; all honor, all blessing;
 puissions nous rapporter toujours May we always bring
 à toi tous les biens. Amen. to you everything that is good. Amen.



III.
 Seigneur, je vous en prie, Lord, I beg you,
 que la force brûlante et douce de votre amour let the burning and gentle force of your love
 absorbe mon âme et la retire pervade my soul and withdraw it
 de tout ce qui est sous le ciel, from all that is beneath Heaven,
 afin que je meure par amour de votre amour that I might die through love of your love,
 puisque vous avez daigné mourir since you deigned to die
 par amour de mon amour. through love of my love. 

IV.
 O mes très chers frères O my very dear brothers
 et mes enfants bénis pour toute l’éternité, and my children blessed for all eternity,
 écoutez-moi, écoutez la voix de votre Père: listen to me, listen to the voice of your Father:
 Nous avons promis de grandes choses, We have promised great things,
 on nous en a promis de plus grandes; we have been promised even greater things;
 gardons les unes et soupirons après les autres. let us keep the former and long for the latter.
 Le plaisir est court, la peine éternelle. The pleasure is brief, the punishment eternal.
 La souffrance est légère, la gloire infinie. The suffering is light, the glory infinite.
 Beaucoup sont appelés, peu sont élus. Many are called, but few are chosen.
 Tous recevront ce qu’ils auront mérité. All will receive what they have merited.
 Ainsi soit-il. Ainsi soit-il. So be it. So be it. 

Steal Away – Trad. African American Spiritual, arr. Joseph Jennings
During Joseph Jennings’ tenure as Music Director of Chanticleer, he worked tirelessly to expand Chanticleer’s repertoire 
to include folk songs, pop, jazz, gospel, and spirituals.  Steal Away is a Chanticleer staple, often considered to be one of the 
most popular spiritual arrangements he ever wrote.  The warm homophonic chords provide contrast to expressive solo ma-
terial; these textures represent both the oppressed community and an individual’s soul pleading to go “home” to Jesus. The 
dynamics and articulations used in the piece also intimate the inward struggle of the enslaved African-Americans as they 
pondered freedom and reconnecting with family. 

Steal away, steal away, steal away to Jesus.  Steal away.  Steal away home.
I ain’t got long to stay here.

My Lord He calls me, He calls me by the thunder.
The trumpet sounds within-a my soul.

I ain’t got long to stay here.

Green trees are bending, poor sinner stands a-trembling.
The trumpet sounds within-a my soul.

I ain’t got long to stay here.



Hark, I Hear the Harps Eternal – Trad. Appalachian Folk Hymn, arr. Robert Shaw/Alice Parker
I Will Arise and Go to Jesus – Trad. American Folk Hymn, arr. Shaw/Parker
Saints Bound for Heaven  – Trad. American Folk Hymn, arr. Shaw/Parker

From the Ainsworth Psalter of 1618, one of the earliest songbooks to appear in the American colonies, on through the col-
lection of Southern Harmony from the 1850s, and into the vast collection of hymnals of every color, stripe and denomination 
available today, one can see that Americans have never been ashamed to express their affirmation of deep faith through the 
medium of song.  Conductor Robert Shaw and his frequent collaborator Alice Parker have arranged three folk hymns which 
express in texts as poignant as any psalmist might pen the excitement and assurance of the “heavenly home.”  In the words 
of Alice Parker, “these strong and beautiful tunes, some of them centuries old, have a quality of inevitability about them that 
is the mark of great music.”   The harmonic underpinnings are frequently modal, ancient and haunting.  Mr. Shaw’s and Miss 
Parker’s arrangements are simple and to the point -- there are few sophisticated techniques which might mask the direct-
ness of the original tunes.  Stern but “swinging” rhythms abound, the vocal lines speak right from the heart and the vaults of 
Heaven seem to ring. 

Hark, I Hear the Harps Eternal – Trad. Appalachian Folk Hymn, arr. Shaw/Parker

Hark I hear the harps eternal ringing on the farther shore,
As I near those swollen waters with their deep and solemn roar.

Hallelujah, praise the Lamb.
Hallelujah, glory to the great I am.

And my soul, though stained with sorrow, fading as the light of day,
Passes swiftly o’er those waters to the city far away.

Souls have crossed before me, saintly, to that land of perfect rest;
And I hear them singing faintly in the mansions of the blest.



I Will Arise and Go to Jesus – Trad. American Folk Hymn, arr. Shaw/Parker

I will arise and go to Jesus. 
He will embrace me in His arms, 
In the arms of my dear Saviour, 

Oh! There are ten thousand charms.

Teach me some melodious sonnet
Sung by flaming tongues above,

Praise the mount, I’m fixed upon it,
Mount of Thy redeeming love.

Come, thou fount of ev’ry blessing,
Tune my heart to sing Thy grace,
Streams of mercy never ceasing,
Call for songs of loudest praise.

Saints Bound for Heaven  – Trad. American Folk Hymn, arr. Shaw/Parker

Our bondage it shall end by and by.
From Egypt’s yoke set free,

Hail the glorious jubilee,
And to Canaan we’ll return by and by.

Our deliverer He shall come by and by.
And our sorrows have an end 

With our threescore years and ten,
And vast glory crown the day by and by.

And when to Jordan’s floods we are come,
Jehovah rules the tide 

And the waters He’ll divide,
And the ransom’d host shall shout we are come.


